Abstract
Introduction
Physical computing (O'Sullivan and Igoe 2004) is in. Interactive installations, ambient visualizations, multiple large-screen displays and new dance-floor toys are penetrating playful arenas (Bayliss et al. 2004 ) across the globe, bringing with them legions of experimental systems artisans from both the arts and sciences. These experimental systems seek to redefine traditional notions of human-computer interaction particularly taskbased computing with its focus on usability, functionality and ease of use, and move towards creating positive communal experiences (Blaine and Fels 2003) . One such communal experience is what we have called 'DIY performance'.
One of the recurring types of DIY performance (namely performance that happens spontaneously and is carried out by non-professional performers) that can be witnessed in any number of underground clubs across the country is the use of 'poi'. Put simply 'poi' are tennis balls attached to lengths of cord, held in each hand, and swung around the body in a series of circular movements to create fluid patterns in the air around the poi dancer.
1 They have their roots in indigenous Maori culture (the word 'poi'
1. The Giant Butterfly pattern could be seen to be a particularly good example. Video representations of this and other movements can be accessed -at the time of publication -on the tutorial pages of the Home of Poi web site:
<www.homeofpoi.com> meaning ball) and were traditionally used by both men and women to improve flexibility, strength and coordination for both work and war. Originally constructed with a small rock on the end of a flaxen cord, they provided effective training for other ancient swinging weapons like the mere or patu and could themselves be used in case of attack. Poi works very simply through momentum and through basic gravitational and centripetal forces. Small circular hand movements and wrist rotations are amplified at the end of the cord and thus the momentum, movement and impact is greatly increased. Used as a weapon poi can deliver a swift and powerful blow to the enemy; used as an art form poi becomes a fluid, colourful and hypnotic dance. Wahine (female) Maori dancers are renowned for their dexterity with poi, the complexity of their moves and their ability to manipulate as many as four poi at any one time. Most poi today follow the same principle as the Maori tradition but are available with tails or ribbons, as fire poi or with internal mechanisms that make them light up or glow under ultra-violet light especially for use in underground clubs where the driving 4/4 beat of techno and trance music acts as a perfect partner for the constant, circular flow through space. The recent resurgence in circus arts has meant that more and more people are learning to use poi. They are a familiar sight at festivals, parties and outdoor gatherings and there is a plethora of websites and discussion groups set up for enthusiasts to swap techniques and communicate new moves they have mastered or even invented for themselves.
The visual patterns, trails and traces these objects make through the air and the seemingly effortless twists and turns a poi dancer makes to facilitate the display, is particularly beautiful to watch in a club. The incessant spinning and continual motion of the tails as they catch the lights can be mesmeric. As an observer it is possible to lose the ability to calculate where the poi ends and the dancer begins. The flight of the ribbon or light through the air becomes almost inseparable from the dancer, the space they occupy and the music that infuses that space. In a club, poi performance generally takes place early on before the dance floor gets too crowded, where most people are still mingling at the sides of the room, assessing how the night will develop. At this point in the proceedings it is not uncommon to see a number of poi dancers filling the space with their self-created visual aesthetic. Poi dancers work alone and often seem oblivious to their surroundings, preferring instead to connect to the music and the club context on a purely physical level. As Maria Pini (1997: 112) says, rave is a 'collection of thinking, articulating bodies in motion' where knowledge and understandings are communicated not through verbal language but through the body. The movements themselves may not carry a narrative in the same way as much dramatic performance but they do carry meaning for both the poi dancer and the other clubbers present. The culture, values and ethos of the club is inscribed on the body and enshrined in this performance. Rhythmic music, dance, drumming, along with psychotropic drugs have long been used as technologies for inducing the trance-like state of altered consciousness so prized by the technoshaman of the new century who view under-ground club nights and parties as 'egalitarian and communal arenas for achieving significant, cooperative ecstatic experiences' (Harvey 1998) . In effect poi dancing in clubs enlarges the hand movements of the individual and fills the space with swirling colour that acts as a physical manifestation of the music. Beat, dancer and space become one and the sense of interconnectedness that is so central to this culture is literally played out and performed before our eyes.
The dynamic, creative twirl of the poi can serve as a ritualized herald to the start of the night and whilst many poi dancers suggest that they are not aware of anyone watching them and use the performance merely as a way of 'losing themselves' to the music, the effect of their dance goes some way to establishing the underground's principle of playfulness, improvisation and creativity and is akin to Attali's manifesto for composition.
We are all condemned to silence unless we create our own relation with the world and try to tie other people into the meaning we thus create. This is what composing is. Doing solely for the sake of doing ... Playing for one's own pleasure, which alone can create the conditions for new communication ... it relates to the emergence of the free act, self-transcendence, pleasure in being instead of having. (Attali 1985: 134) 'Playing for one's own pleasure' and 'doing solely for the sake of doing' are central tenets of the underground party system and as such have previously led rave and club culture to be demonized by sections of the popular press and the authorities as hedonistic, meaningless, drug-fuelled affairs that distract our young from the 'real' world of work and education. However, as Cunningham (1998) points out, clubs have become spaces where young people are encouraged to be creative, imaginative and playful and to experiment with and embrace new technologies. Access to affordable digital technology has led more and more people to become involved in not only the production, reception and consumption of music but also in advances in video art, graphic art, photography and cyber communications -all of which are the trade tools of the underground. 'New technology is facilitating a new wave of creativity amongst youth as new developments are tried out and pushed to their technical limits' (Cunningham 1998: 138) .
Interestingly it is within this technologically rich environment that traditional forms of popular theatre and festival celebration still thrive. As Schechter (2003) points out, popular theatre in its broadest sense is essentially theatre of and for the people. As underground clubs run themselves on principles of democracy and egalitarianism so types of performance that are accessible, highly visual, physical, portable, readily understood, cheap or free fit comfortably with the party ethos and so bubble up as a natural extension of the 'playful arena' (Bayliss et al. 2004 ). It is not uncommon to see juggling, stilt walking, fire eating and aerial work in clubs of this kind. As with the circus arena, the festival or the fairground, events that occur in the club space exist in the here and now, in the present rather than in a fic-tional time and place. The space may be transformed into other-worldliness by lights, props, costumes and scenery but the emphasis is on communal celebration rather than any attempt at verisimilitude.
It is this duality and aesthetic juxtaposition between the technological and the traditional that would become for us the driving force behind creating an interactive performance piece that would seek to blend one type of folk dance (namely poi) with hi-tech sensor technology. Our intention was to take a traditional set of poi and augment them with sensor technology in order to allow the shapes, patterns and movements made by the participant to become visualized elsewhere in the club space, namely on a large projection screen situated somewhere above the dance floor. The poi dancer would be able not only to provide a physical display for others by dancing with the poi in the normal way but would also create a visual graphic by manipulating and playing with the technology embedded in the end of each poi. The physical choices they made on the dance floor would have an intimate relationship with what appeared on the screen, the intention being to set up a series of dialogues between the dance, the dancer, the space and the technology.
Related work
Clubs are spaces that already bristle with technology -computers, decks, mixers, projectors, lights, webcams and so on. The technology is utilized to fulfil a basic commitment to providing physical, sensory and human communication, interaction and experience for groups of people pursuing pleasure. As such it is a particularly rich environment for positioning multimedia and interdisciplinary creative work that seeks to explore the shifting binaries of performer/audience, human/machine, creator/collaborator. Using experimental systems in playful arenas introduces new concepts, methodologies and applications for live performance that may have wider implications for tangible and wearable computing, pervasive environments, ambient intelligence and collaborative creativity beyond the club space.
We can place the tools, toys, sonification and visualizations already being used in nightclubs into five general categories. We chose these categories as a way of explaining where the interface exists at the moment of interaction. However, we acknowledge that interfaces often slide between categories, depending on (among other things) user perception, design and application. These five general categories are:
• Off-body: ubiquitous environments • Intra-body: proximity interfaces • On-body: wearable and removable interfaces • In-hand: input devices that are controlled by handling • In-body: implantable interfaces that are fixed
Off-body: ubiquitous environments
Many of today's clubs use multiple and large-screen displays and responsive projections to enhance the environment and to display video jockey (VJ) creations. Displays in walls or digital mirrors installed in toilets often require little or no participation from the audience, often simply adding ambience. Likewise, responsive projections often respond to pre-determined events triggered by external stimuli such as MIDI. These interactive displays however, can use computer-vision techniques to allow members of an audience to control large-screen interfaces or to compete against each other (see http://www.cinematrix.com).
Intra-body: proximity interfaces
Intra-body interfaces rely on proximity and use the human body as a transition medium to allow people to store, display, and exchange information (Zimmerman 1996) . They can act as social networking objects to exchange information about your relationships, through common gestures such as a handshake (Kanis et al. 2004) or through electronic wallets.
On-body: wearable and removable interfaces
On-body interfaces are typically embedded inside clothing and computation happens on the body however, the human body is not used as a transition medium. Hewlett-Packard's HPDJ (Cliff 2000) changes music tracks based on biofeedback from wrist straps which clubbers wear on the dance floor. Cybershoe (Paradiso and Hu 1997 ) is a pair of sneakers that are augmented with technology for interactive dance.
In-hand: tangible interfaces
In-hand tangible interfaces are interfaces that are controlled by the hands. Often in-hand tangible interfaces seek to augment existing dance-floor tools and toys, such as turntables and glow sticks. D'Groove (Beamish et al. 2003) introduces multimodal interaction for the disc jockey (DJ) though an intelligent DJ system that uses a haptic turntable for controlling the playback of digital audio. Feldmeier's computationally augmented glow sticks (Feldmeier and Paradiso 2004 ) enable a large group of people to participate in an interactive musical performance. Bluetooth (http://www.bluetooth.com/) mobile phones and other wireless technologies provide new methods for in-hand interaction. For example, Andrine (Lock et al. 2003) , is an avatar that responds emotionally to text messages sent from a participant's mobile phone.
In-body: implantable interfaces
In-body interfaces are interfaces which are implanted and fixed. At the Baja Beach Club in Spain, VIP clients are given the option to have a syringeinjected VeriChip microchip implanted in their upper arms which gives them special access to VIP lounges and acts as a debit account from which they can pay for drinks (BBC 2004) .
Mixed bodies: face-to-interfacing
Very few attempts have been made to integrate all of these components in playful arenas. One example however, was at Siggraph98, where an entire interactive nightclub of interactive dance floors, body instruments and visu-alizations put the control of club visuals and sound into the hands and bodies of people in the club (Synesthesia98 1998). We note that this event was a planned, scripted event as part of a conference, with a particular audience, and not part of a regular club night. However, every year festivals and clubs are drawing more and more on mixed-body face-to-interfacing to augment their playful arenas.
The process
Our interactive poi project began as a seed of an idea and was initially developed through close observation of poi performers in clubs and later worked through physically in the drama studio. Once the concept had taken shape, it was passed from studio to laboratory to determine whether the technology could be developed to realize the idea in full. Prototypes were discussed, built and tested and at the time of writing the design stage is almost complete with new investigations into dynamic sonification being explored as well as graphic visualization.
The original intention behind the interactive poi performance was to build upon the already established use of poi in clubs and to open up and extend its impact beyond a physical display of dexterity by an individual. The aim was to create a piece in which the participants would be the 'experts', where they could manipulate an object with which they were already familiar but extend it beyond their normal usage if they chose to do so. The aim was to create a work which would be participatory and encourage clubbers to enter it on their own terms but which would also be truly interactive, that is, the participant could interact with the technology embedded in the poi and alter the performance outcome. In other words, the artwork would provide a performance framework that would remain 'unfinished'. It would be dependent on the participants' creative input to bring it to fruition and encourage further participation by others.
Bearing these intentions in mind, three key questions have guided our thinking during the planning and design stages:
• How can a poi performance be developed without the clubber losing ownership of the aesthetic? • How can the performance be accessed by both the participant using the poi and people elsewhere in the club? • How can technology be used to open out the poi performance to the crowd without the poi dancer having to disengage with that all-important feeling of being lost in motion?
As our ideas progressed the work seemed to find resonance with Joan Littlewood's plans for the Fun Palace where she suggested the activities designed for the site should be experimental, the place itself expendable and changeable. The organization of space and the objects occupying it should, on the one hand, challenge the participants' mental and physical dexterity and, on the other, allow for a flow of space and time, in which passive and active pleasure is provoked. (quoted in Schechter 2003).
In line with Littlewood's thoughts it was essential that we attempted to keep the piece flexible, mobile, fluid and pleasurable so that it did not encroach upon the club space in a negative way but enhanced the experience of performing with poi and of appreciating it as an art form in its own right. It became important that we created an environment where the participant could play with the poi, perform with it in exactly the same way as they might with a regular set, but by augmenting it with motion sensor technology allow further possibilities and creative alternatives to be opened up. By embedding the poi with technology it was hoped the patterns created by the poi itself could be tracked, traced and transmitted onto a projection screen, so creating a different visual two-dimensional artwork that would relate intimately to the three-dimensional performance taking place on the dance floor. This would be extended further by choreographing a dance piece taking the physical moves of a poi dancer as a central motif and abstracting it so that the movements could be distilled and brought into sharp focus using notions of stillness, interruption and rigidity as opposed to the continual, flowing movement associated with poi. The dance piece itself would be 'unfinished' in as much as it would be made up of units of movement that could be pieced together or 'remixed' to correspond to or sit in opposition to what was happening on the dance floor or screen. The idea was to create a tripartite performance between participant, performer and technology as co-collaborators. The aim was to blur the distinctions between these three agents so that the performance itself would be created in conversation rather than according to a given script. How much awareness the poi performer would have of his/her influence upon the images on the projection screen and upon the moves of the other dancers would remain to be seen.
Preservation and augmentation
When considering how to computationally enhance poi, it became our goal to preserve the more traditional aspects of the art form and to maintain a clear focus on the skills of the performer. The technology was not designed to replace their efforts and expertise but to enhance it. At the start of the project we were particularly interested in:
• Preserving the aesthetic and maintaining participant ownership: the intention was to keep the heart of the poi experience the same as non-computationally enhanced poi.
• Hyper-physical interfacing: because of the extremely physical body movement involved in swinging poi, allowing performers multiple degrees of freedom is not only encouraged, it is necessary. • Expert interfacing: interacting with poi requires a high level of learned skill and dexterity and we will focus on these performers rather than beginners.
• Influencing ambience: creating ambient visualizations and/or sonifications that are influenced through a performer's hyper-physical interfacing.
• Improvisational control: performers can create a performance through combinations of pre-defined, traditional poi moves.
Design: sensor selection
As we stated earlier, poi works very simply through momentum and basic gravitational and centripetal forces. Our first step was to use sensors to better understand these forces, to collect data about these forces and then turn them into a readable form for analysis. We determined that we required a sensor that was small and lightweight enough so as not to interfere with poi rotation yet complex enough to provide us with detailed sensor readings. Since the skill of poi is contained essentially within the movement of the wrist, we considered placing tilt sensors on the hands or wrists to detect tilting in wrist movement, or pressure sensors on the hands to detect the amount of pressure applied to the finger grips. However, this would require that performers wear gloves or wrist straps and we felt that this option might be too cumbersome in terms of set-up. The additional weight may not only affect how a performer may swing the poi but also alter the desire to engage with the artefact in the first place.
Another constraint is sensor output. We did not want to limit the depth of control to simply on or off. We wanted a more sophisticated sensor, one that could output a range of values to allow for more complex readings and a greater range of control. We observed that as humans interact with poi, the poi balls rotate around the body on the X, Y and Z axis producing a detectable and measurable amount of acceleration, or a change in velocity. Since poi produces varying patterns of movement, we can assume that these different movement patterns produce different patterns of acceleration. We then considered using an accelerometer to detect these different patterns.
We imagined that poi would accelerate at a rate of approximately two rotations per second meaning that poi have a centripetal force of approximately 8Gs.
2 This was much higher than we expected! From this information, we obtained a low-cost 10G dual axis accelerometer (one that would give us both X and Y readings), with low power consumption, fairly high resolution and high shock survival. Sensors such as this are used in alarm and motion detectors, disk drives and vehicle security systems.
Prototyping
To make the system more robust, we developed our prototype using a wired rather than a wireless link. Our prototype system requires both an accelerometer and a Smart-Its (http://www.smart-its.org), a small-scale embedded device that is fitted with a PIC micro-controller which allows us to store and run customized programs. We fixed our dual accelerometer to a poi ball (Figure 1a ) and the Smart-Its to a PC (Figure 1b ) so that we could run our poi program on our Smart-Its, and collect streaming acceleration data from the accelerometer to the PC.
It is interesting to consider what can be gained from using a very simple, but carefully chosen and placed sensor. In this case, the accelerometer was placed in such a way as to detect the levels of acceleration experienced by poi towards the point of rotation -that is, the user's hand. The effect of using this sensor was twofold. First, it allows us to determine how fast the poi is being rotated. As the rotation speed increases, so does the perceived acceleration due to centripetal forces (this is termed the dynamic acceleration of the poi). However, the sensor is also sensitive to static acceleration, which is the constant acceleration towards the centre of the earth, resulting from the 1G of force applied by gravity. Depending on how the poi is swung, the dynamic and static acceleration will interact with each other to produce certain patterns. By analysing these patterns in the sensor readings it is possible to estimate not only how fast the poi is being swung, but also in which way it is being swung, e.g. vertically, horizontally, or in a figure of eight (Figure 2 ).
Testing
For our initial tests, we performed three simple moves: we swung the poi to one side of the body, overhead, and in a figure of eight. We collected data from our dual axis accelerometer from both the X and Y axis and then analysed our data collection and from our plotted data, we noted that as acceleration increases the length of pulse increases. This variance in pulse length and acceleration allows us to distinguish between different poi patterns or moves (Figures 3a, 3b) . Therefore, we determined that we only needed to collect data from one axis to clearly distinguish between poi moves. 
Figure 2. Swinging poi various ways produces different patterns in the sensor readings.
Whilst we began plotting data with Microsoft Excel, we quickly found this way of visualizing sensor data cumbersome and time consuming. We considered switching to a more dynamic toolkit that would allow for the communication, abstraction and visualization of sensor data in real time. However, rather than simplifying the process, we considered that these toolkits added an extra interaction layer that whilst providing an interesting visualization of the sensor data, they did not provide the easier or less timeconsuming communication link that we expected. Because of this, we decided to implement our own, extremely basic visualization software program that would plot the sensor readings in real time.
Once we had this visualization working, we began to see the fluctuations and repeating patterns in the sensor data that made us wonder what this data would sound like if we interpreted the sensor values as musical notes. We then needed a way to interface between our Smart-Its device and not only our PC but also with other electronic musical instruments. Since our raw sensor data streams in as digital signals (numbers) in a simple text file we determined that we could easily convert our data to sound using MIDI (Musical Instrument Digital Interface).
MIDI is a connectivity standard that came to being in 1983 and is used to hook together electronic musical devices and computer equipment. MIDI is popular for two reasons: a small, text file size (a 20 kilobyte file can play for as long as five minutes, whereas an equivalent MP3 file can be 250 times as big); and an easy, editable and manipulated form of data (musicians can digitally record, store and edit musical performances on a computer).
For our purposes, we needed to convert real-time raw sensor data into MIDI. The modifications needed to complete this next step were not huge; we simply added a MIDI connector to the Smart-Its, and modified the software on the Smart-Its so that it would translate, in some way, the sensor value to a MIDI note. Raw sensor data streams from the accelerometer on the poi ball through to the Smart-Its attached to our computer (Figure 4) . A PIC micro-controller on the Smart-Its contains a program we wrote ourselves which converts the raw sensor data into MIDI and this is streamed through a freeware MIDI software package called Quartz AudioMaster which renders the MIDI data into audible sounds.
This approach is extremely simple: we take a sensor value (0-1024) and divide it by a number (such as 8) and the resultant number becomes a MIDI note (0-128). Whilst commercial MIDI controllers exist, such as ICube (http://infusionsystems.com) because we wrote this software and designed the hardware ourselves, we can modify the code to create as complex or as simple a translation as we require. With commercial products, developers are limited to using sensors that are supported by that commercial product, whereas with our design we have access to a much wider range of possible sensors or the possibility of inventing our own sensor. Also, with commercial products, developers are limited to modifying parameters in an interface created by someone else. With our software we can 'tweak' the system at the lowest level possible.
However, with this freedom comes a price: although we gain complete control over our system, we increase the complexity just to get something working. Our experience though is that the result is completely unique. For example, we can introduce errors into our design as a way of creating unique sounds and behaviours.
For our first test, we hooked up all of our components and then swung poi around the body. Instantly we were able to literally hear accelerationthe higher the sensed acceleration, the higher the pitch. Likewise, swinging poi in different patterns allowed us to hear patterns of acceleration. When we tried to visualize the raw sensor data, we got an idea that there were patterns in the data but they were difficult to describe, pick out or differentiate between one pattern and another. But when we put it to sound, those pat- terns became rhythms, and it became clear that each poi movement produced its own rhythm, which was instantly recognizable to the ear. In this instance, the sonification of raw sensor data allowed us to comprehend the data in ways that the visualization did not.
MIDI is not just about the notes, but can also describe a change in pitch or a change in volume and as such, instead of interpreting sensor data as notes, we can interpret poi action as a bend or volume phase. This opens up the possibility for musical collaboration. For example, as a DJ creates sounds, a poi dancer can affect those sounds, such as changing the volume, or bending the pitch.
Future work
As previously stated, the design, development and build of this piece remain in progress at the time of writing. As with any creative process the further we venture into the work, the more we discover about its challenges, its possibilities and its potential. Our next step is to create a communication link between poi patterns and an ambient visualization so that the visualization responds in real time to poi acceleration. Enthusiasm for the project is already building amongst VJs, DJs, sound specialists and club curators who have an interest in real-time mixing of sound and vision and who support the notion of the club space as a creative community. Once we have the communication links between the poi as artefact and the on-screen visualization operating effectively we will then test our prototypes with expert poi performers in situ thereby helping us to design an interaction model and evaluation criteria for hyper-physical interfaces in playful arenas using the Performance Triad model (Bayliss et al. 2004 ) as a guideline.
Co-collaboration and democratic performance
The bringing together of the seemingly disparate strands of interactive performance, club culture and sensor technology reflects our own working practice that has developed over the past eighteen months. As researchers we come variously from the world of theatre and performance and from the world of computing. Whilst we are based in very distinctive fields with particular methodologies, fields of reference and specific vocabularies, what links us philosophically is the desire to explore the nature of human interaction and a belief in the club space as a fertile ground for experimentation, innovation and creativity. Immersed in our discrete disciplines we seek to investigate how the notion of playfulness can lead individuals and groups to engage with or participate in the construction of their world and perhaps begin to take ownership of it. As Schieffelin (1998) says:
It is a widely held view that the club space can exist as a 'playground of culture' (Buckland 2002) where the distinctions between performer and spectator, between those who act or take action and those who do not, have already become blurred. Drawing on experiences and influences from the DIY party movement of the 1990s, the underground club supports a 'kind of terrain, a shifting dance environment without borders or destination' (Reynolds 1990: 173) where the gaze turns away from the brightly lit, bounded stage world of the professional performer and back towards the crowd. As this clubber testifies, performative energy emanates from the floor:
The very dynamic of the rave itself felt so liberating -democratic rather than hierarchical. The dancers' focus was not on the stage, but on each other. The hegemony of the performer was usurped, the energy was coming from the participants themselves. (Collin 1997: 104) It is in support of performative democracy that we seek to position our artwork and share its possibilities. The aim is for it to sit alongside and complement the aesthetic of the club already established by the clubbers themselves, rather than replace or usurp it. We are invited into the club to play as artists and we invite people to play with the art so that they may experiment and create for themselves and others. As Graham says of interactive art and its underlying principle of facilitating the participants' experience:
The skills needed by artists if they are to truly loosen control over the audience, but still share their pleasure, are perhaps less like the traditional art skills, and more like the social interaction skills of 'throwing a good party', or of enabling community art. (Graham 1996: 171) 
Conclusions
As time has moved on and dance culture has mutated, fractured, developed and reformed alongside advances in digital technology and computing, the underground club remains a space that operates on the principles of improvisation. It is a space of process where sounds and sights are mixed together, distorted and mixed again to create something spontaneous, transient and fleeting. This ideology of process is the central concept for our interactive poi performance piece. Poi is essentially an improvised art where moves are connected together in relation to the music. This sense of improvisation is heightened by providing the poi dancer with the means of being able to affect the visual patterns on the screen and thereby becoming more aware of the shapes and patterns they might create with their own body. This awareness of body in space is then repeated by and reflected in the work of the choreography. Of course all this takes place in and around the dance floor inhabited by clubbers improvising to the music created by the DJ who is in turn improvising his set and responding to the flow of the crowd. In this way the crowd, the music and the space support the perfor-mance which structurally consists of the poi participant, the choreographed dancers and the visual projection. The participant has ownership of the aesthetic and is able (through variation in movement, pace and dynamic) to 'play' with the performative outcome.
By creating an interactive artwork together that brings into dialogue participatory performance and hi-tech computing we hope to spark off a number of 'expressive conversations' not only between ourselves and colleagues but also between participant performers, between the users and the computer, between the artwork and its context, between the performative and the technological. It is envisaged that the impact of these 'conversations' and the possible insights they might spark for us as both technologists and artists will be a key issue addressed through rigorous evaluation using both performance and computing paradigms once the piece has been realized in a live context.
